




‘L’esprit, le cœur et les bras’: Rethinking Art as Labour in George Sand
 
George Sand’s publishing career, spanning 1832–1876, took place in the context of significant and rapid changes in book production. There was an increasing industrialization and commodification of print culture in this period, and Pierre Bourdieu analyzes this ‘field of cultural production’ as a sphere in which the artist can triumph on the basis of cultural rather than economic capital.​[1]​ Naomi Schor refers to the importance of the cultural field in reading Sand, noting that ‘to make sense of the fused texts of [Sand’s] fiction and her life, what is demanded is a joining of the proven insights of poetics with those promised by cultural studies.’​[2]​ But whilst Sand’s commercial activity during the July Monarchy has been examined by some critics, less attention has been paid to her relationship with the market in the Second Empire.​[3]​ Books were increasingly commodified  in this period and the relationship between writers and publishers became particularly fraught. The average price for a novel plummeted between 1838 and 1858, and writers were in the hands of publishers who battled to secure exclusive contracts. Sand struggled to position herself in this field in which financial success was associated with a reduction in artistic and aesthetic value. It was during this later stage in her career that she appointed a literary agent, a ground-breaking move that evaded her direct involvement with publishers and enabled her to reach an apparent compromise between pragmatic and aesthetic concerns. Thus far, the ‘joining’ Schor encouraged over twenty years ago has not taken place, and there has been no attempt to bring together a cultural studies approach with an analysis of Sand’s own novels. Drawing on Bourdieu’s analyses of cultural capital, this article will consider Sand’s approach to labour both in her involvement with publishers and in her literary texts. In her correspondence and commercial negotiations, Sand oscillates between a pragmatic acceptance of her work as a commodity and an image of art as a pure process unsullied by material considerations. I will argue that this increasingly intricate relationship between art and commerce in Second Empire France is played out and ultimately reconfigured in Sand’s own works, where she elaborates a utopian, ternary model of labour. 
Labour in Sand’s Novels
The remuneration of the writer’s labours was a central topic of debate in Second Empire France, as revealed in Zola’s reflections on writing and money and his concept of the author as ‘[un] véritable industriel’.​[4]​ The evaluation of art is also a recurring subject in Sand’s correspondence with Flaubert, who asks, ‘pourquoi publier (par l’abominable temps qui court)? Est-ce pour gagner de l’argent? quelle dérision! Comme si l’argent était la récompense du travail! […] Et puis, comment mesurer le Travail, comment estimer l’Effort?’​[5]​ What is particularly striking about Sand, however, is the way in which these issues of art, value, and work are staged within her own texts, as she uses her writing to probe and rework contemporary beliefs on the relations between these areas. Whereas in her early writing, Sand places value on agricultural and artisanal work, in her Second Empire novels, she integrates industry and capitalism into a new model of labour by aestheticizing and purifying these realms.  
Sand’s utopian resolution of binaries between the artisanal and the industrial has important repercussions for our understanding of her position within the cultural market, as her ideal labour model is symptomatic of her own attempts to position herself in the changing world of publishing. By developing ternary models of labour in her novels, Sand rethinks the contemporary indictment of the commercial and the industrial and reconciles the binary between art and commerce. Beginning with an analysis of work models in Sand’s early novels, this section will examine the evolution of such models in her later texts before revealing in the second section the implications of these changes for Sand’s understanding of the literary market.
Unlike many of her contemporaries, Sand valorizes the figure of the worker in her writing. The wise and astute miller in Le Meunier d’Angibault (1845), for example, contrasts with Balzac’s disparaging figures in Paysans (1844) or Zola’s shocking portrayal of farmers as brutal rapists and murderers in La Terre (1887).​[6]​ The labourer is also sympathetically portrayed in Sand’s La Mare au diable (1846), a novel which opens with a description of Holbein’s engraving of the labourer from Simulacres de la mort (1538). Whereas Holbein’s pitiful figure leads an exhausted, emaciated pack of horses and is tormented by the figure of death, Sand reworks the image into a vision of energy and hope, with a young, strong worker leading ‘un attelage magnifique.’​[7]​ This scene of work is viewed as ‘un tableau’ (p. 42), ‘un beau spectacle, un noble sujet pour un peintre’ (p. 39, added emphasis). Sand thus repaints Holbein’s image by casting the labourer as energetic, handsome and ‘noble’, in the same way as Louis in Le Meunier d’Angibault develops ‘[des] notions […] justes, élevées, marquées au coin du bon sens, de la perspicacité et de la noblesse de l’âme’.​[8]​
In this scene from La Mare au diable, however, the labourer is the subject matter rather than the creator of art. He does not appreciate the beauty of his surroundings: ‘l’homme de travail est trop accablé, trop malheureux, et trop effrayé de l’avenir, pour jouir de la beauté des campagnes et des charmes de la vie rustique’ (p. 36); ‘cet homme n’a jamais compris le mystère du beau’ (p. 43). In her early texts, Sand’s worker is tormented by his inability to access aesthetic awareness, resulting in a division between him and the artist: ‘il manque à cet homme une partie des jouissances que je possède’ (p. 43, added emphasis). Similar statements are made in the ‘avant-propos’ to François le Champi (1848): ‘quel est le rapport possible, le lien direct entre ces deux états opposés de l’existence des choses et des êtres, […], entre l’artiste et la création, entre le poète et le laboureur’.​[9]​
Sand asserts in La Mare au diable that the division between art and labour will one day be overcome: ‘Un jour viendra où le laboureur pourra être aussi un artiste’ (p. 37). Pierre Huguenin in Le Compagnon du tour de France (1840), for example, reaches such aesthetic awareness: ‘Un monde nouveau s’était révélé à lui depuis ses dernières lectures. Il comprenait la  mélodie d’un oiseau, la grâce d’une branche, la richesse de la couleur et la beauté des lignes d’un paysage’.​[10]​ But there is a gulf between Pierre’s ambitions and the reality of his social position:
Travailleur infatigable, il faut que, de l’aube à la nuit, j’arrose de mes sueurs un sol qui verdira et fleurira pour d’autres yeux que les miens. Si je perds une heure par jour à sentir vivre mon cœur et ma pensée, le pain manquera à ma vieillesse, et le souci de l’avenir m’interdit la jouissance du présent. Si je m’arrête ici un instant de plus sous l’ombrage, je compromets mon honneur lié par un marché à la dépense incessante de mes forces, à l’entier sacrifice de ma vie intellectuelle. Allons, il faut repartir; ces réflexions même sont des fautes. (p. 85).
A chasm exists between Pierre’s thoughts and feelings (his ‘coeur’ and his ‘pensée’) and his status as a ‘travailleur’. As Claire White observes, ‘insofar as Pierre’s self-transformation remains at odds with the unaltered demands of his laborious fate, it renders him painfully conscious of the limits, injustices and contradictions of his own condition’.​[11]​ 
Through her later novels, Sand offers a potential resolution for these contradictions between thought, feeling and labour. She suggests in La Mare au diable that ‘le bonheur serait là où l’esprit, le coeur et les bras, travaill[eraient] de concert’ (p. 36). Sand’s model rehabiliates work (‘les bras’) through its association with both aesthetic understanding (‘l’esprit) and sentiment (‘le cœur’). She therefore refuses an either/or approach and offers instead a ternary model. Feminist critics have characterised patriarchal thought structures as inherently binary,​[12]​ and Sand also repeatedly rejects dual structures as fruitlessly fixed. She states in an essay of 1868: ‘Nous ne sortirons d’aucun problème par la notion de dualité, puisque toute dualité représente deux contraires’.​[13]​ In her preference for ternary structures, Sand is building on her knowledge of Leroussian philosophy which posits ‘sensation’ ‘sentiment’ and ‘connaissance’ as the three forces necessary for personal development.​[14]​ Leroux reconfigures the religious trinity into his own ‘triade’. Sand, however, ultimately formulates her own position, referring to Leroux’s triad as ‘cette formule qui effrayerait certains lecteurs, comme trop métaphysique.’​[15]​ Instead, Sand calls for ‘une méthode qui fasse entrer l’homme dans la notion de trinalité’.​[16]​ This concept of ‘trinalité’ relates to Sand’s belief that man exists on several different levels and that all three are interconnected. Her coining of a new term emphasizes her sense that current thought structures are restrictive and that new formulations are required if we are to rethink the connections between different areas of human experience.​[17]​ 
Sand’s ternary model of labour will be put into practice in her later texts which contrast with the portrayal of labour in her work from the 1830s and 40s. In her first novel, Indiana (1832), the industrial realm is tainted through its association with the tyrannical husband, Colonel Delmare, and M. Hubert, wealthy stepfather of the cold and calculating Laure. In Sand’s next sustained reflection on industry, Le Péché de Monsieur Antoine (1847), the factory owner treats his men as ‘[des] machines’ and expects from them ‘une obéissance passive, aveugle’.​[18]​ Nature is also subjugated to his will: ‘Maudit ruisseau pensait-il, […] quand donc renonceras-tu à une lutte impossible? Je saurai bien t’enchaîner et te contenir’ (p. 137). Against these models, Sand depicts small rural communities, such as in Le Meunier d’Angibault, where two interclass couples come together to work and share profits from the mill. Le Péché de Monsieur Antoine also ends with plans for a ‘commune’ (p. 373, original emphasis) filled with ‘des hommes libres, heureux, égaux, unis, c’est-à-dire justes et sages!’ (p. 373). In these novels, Sand rejects the industrial model and valorizes small-scale, egalitarian communities based on agrarian and manual labour.
Responding to the increasing industrialisation of France in the second half of the century, however, Sand begins to adapt her conception of labour. La Ville noire (1860), an incisive commentary on the alienation of the proletariat, ultimately rehabilitates the industrial model. Situated in the symbolically named ‘val d’enfer’, the factory is initially a place of darkness, noise, and exploitation: ‘Rien de triste comme un atelier sombre où chaque homme rivé, comme une pièce de mécanique, à un instrument de fatigue, fonctionne, exilé du jour et du soleil, au sein du bruit et de la fumée’.​[19]​ The owner’s attempt to establish a Saint-Simonian worker’s association fails, and the novel’s hero, Sept-Epées, discovers a contrasting and seemingly ideal model of work in the countryside: ‘Le bonheur est ici, se dit le jeune exilé. [...] La vie de fer et de feu de l’industriel est un délire, une gageure contre le ciel et contre soi-même. […] le paysan a fécondé quelque chose d’éternel qui sommeillait, et qui recommence à vivre en sortant de ses mains’ (pp. 143–144). But this bucolic ideal is unsustainable: Sept-Epées’s dream of living ‘[la vie] du paysan’ is dismissed as ‘la fable de la laitière et du pot au lait’ (p. 145), and when he is reminded of his hometown, the pastoral work model is reduced to a fantastical whimsy: ‘en un instant disparurent les fantômes de son bonheur champêtre’ (p. 148). 
On his return to the industrial ‘vallée noire’, Sept-Epées realises that, through the interventions of Tonine Gauchet, the factory has been transformed into an altruistic and egalitarian work space. Its gloomy, constricted spaces are replaced by ‘des salles claires, bien aérées, avec des péristyles clos et couverts où les ouvriers en sueur pouvaient se reposer’ (p. 166). This ‘atelier-modèle’ (p. 161) offers a purified and humanitarian model of the factory. White argues that the transformation is achieved through the interweaving of the work plot and the love plot, as Sept-Epées joins forces with Tonine through marriage.​[20]​ Jean Courrier refers to further dualities in this novel — ‘tradition et invention, enfer et paradis, ombre et lumière, hommes du feu et hommes de l’eau, ville basse et ville haute, bourgeois et ouvriers, Sept-Epées et Tonine’ — whilst Mary Rice-Defosse argues that Sand subverts these contrasts.​[21]​ These commentators, however, all focus on binary structures, whereas what is notable about this text and Sand’s other later writings is that they transcend such binaries altogether, exemplified in Sand’s rejection of the opposition between industry and agriculture.
Although La Ville noire focuses on the factory, the cooperation between the individual and the natural environment within the work space remains vital in this text. Rather than the conventional subject-object relations of capitalism, Sand elaborates a subject-subject model between man and the natural world. Tonine, the head of the new factory, for example, is repeatedly associated with botany,​[22]​ and whereas in Le Péché de Monsieur Antoine, Victor Cardonnet attempts to dominate the river, Tonine and her colleagues cooperate with it:
C’était comme une maison de plaisance traversée par les flots de la rivière. Les rouages des machines, […], divisaient les eaux en milles ruisseaux écumeux qui s’enfuyaient à travers la plaine, car cette noble fabrique touchait à la campagne et au pied d’un immense rocher bien assis par la nature, les reins en arrière et le front renversé comme pour recevoir les orages, dont il préservait sa base tranquille, on voyait s’ouvrir l’immense vallée avec ses noyers plantureux et ses jeunes blés inondés de lumière. (p. 166).
The ‘noble fabrique’ performs benevolent actions, and the river and valley open up into an almost immeasurable, light-filled plenitude (‘milles ruisseaux’, ‘l’immense vallée’), in contrast with the earlier spaces of darkness and restriction. If Sand’s early novels present the worker as ‘noble’, in La Ville noire, the factory is itself ennobled through the cohesive relationship with nature. 
Further, labour is no longer regarded as the antithesis of art in this novel. By the end of the narrative, Sept-Epées ‘honorait plus que jamais le travail manuel’ (p. 179), which he compares with art: ‘L’occasion s’étant présentée d’étudier la ciselure et le damasquinage, son plaisir augmenta. C’était presque de l’art, et ce pouvait en être tout à fait, car il avait du goût et sentait l’invention lui venir.’ (p. 137). The ‘Ville Noire’ itself is also ultimately aestheticized, as Sept-Epées highlights the area’s beauty in artistic terms: ‘Comme tout lui paraissait noble et beau dans son Val-d’Enfer ! […] tout cela formait un spectacle sublime et délicieux’ (p. 150, added emphasis). The division between the labourer and the artist is overcome, as Sept-Epées becomes capable of aesthetic appreciation. 
This transformation is brought about through the ternary model. Tonine offers the dark spaces of the factory ‘l’aumône de ses bras, de son cœur, ou de son esprit’ (p. 104), bringing together those three principles that were separated in La Mare au diable. Not only is sentiment key in the work model, then, but so too is ‘l’esprit’, the development of intellect and aesthetic awareness. Whilst discussing the factory and its processes with Tonine, Sept-Epées refers to her ‘esprit lucide et ingénieux, moteur puissant et nécessaire de l’action d’un cœur dévoué’ (p. 178, added emphasis). Sentiment and understanding are linked together within the space of work. This union of ‘l’esprit, le cœur et les bras’ is reiterated in the final scene: ‘Les labeurs de ton apprentissage et les premiers essais de ta force, les illusions de ton esprit et les élans de ton cœur t’ont déjà enseigné ce que l’enfant doit souffrir pour devenir un homme, ce que l’homme doit comprendre pour devenir un sage.’ (p. 182, added emphasis). Whereas ‘sentir vivre mon cœur et ma pensée’ (Compagnon, p. 85) was an illicit pleasure for the worker in Compagnon, in La Ville noire the three realms are harmoniously brought together. 
The ideal work model in La Ville noire is also achieved by embracing rather than rejecting capitalism. Throughout the text, Tonine and Sep-Epées are kept apart by their diverging views on money, with Tonine rejecting the prospect of wealth. But, accepting a surprise inheritance, she ultimately uses her new-found fortune to establish a profitable business and the novel closes by valorizing the financial sphere: ‘la richesse [...] ajoutera beaucoup à votre bonheur. […] la fortune n’est pas toujours aveugle’ (p. 177). 
The rehabilitation of the capitalist model is further developed in Nanon (1872), a novel set during the French Revolution from a female peasant’s perspective. The text traces Nanon’s aesthetic and intellectual development and transformation into the owner of an agricultural enterprise. Two self-sustaining agrarian idylls both come to an end in this novel due to their problematic isolation from the rest of France. In the first instance, ‘une bande d’amis’ comes together to form an agricultural commune, consisting of Nanon, Émilien, and the appropriately named Father Fructueux.​[23]​ Their existence, referred to as ‘notre oasis’ (p. 128), takes place against the backdrop of the Revolution, and Nanon states that ‘nous eûmes l’innocent égoïsme de goûter, au milieu de ces temps qui devenaient de plus en plus malheureux et menaçants pour la France, un bonheur extraordinaire. […] nous étions tranquilles, imprévoyants et comme isolés du monde entier’ (pp. 114–115, added emphasis). Later in the novel, when Émilien is accused of desertion, Nanon saves him and his former servant and they go into hiding in an isolated part of the Berry countryside. According to Robert Godwin-Jones, ‘this life of simplicity and absolute equality (shared by an aristocrat, a peasant and a former servant) leads to a quiet happiness which is clearly the ideal the novel projects.’​[24]​ But this period is even further removed from reality, as their ‘oasis’ (p. 202) or ‘paradis’ (p. 203) is imbued with a strong fantastic and mythical dimension: it is referred to, for example, as ‘une forêt enchantée’ (p. 233), and known as ‘le trou aux fades’ (p. 211). Like Sept-Epées’ pastoral interlude, the community in this enchanted space cannot last.
Diverging from these work spaces, which are explicitly separate from the rest of society, Nanon develops her own farming business. She learns how to ‘parler d’affaires’ (p. 296) and extends her business through buying and selling. She repeatedly refers to ‘mon capital’ (pp. 263, 268) and ‘mon profit’ (pp. 262, 263, 265), and eventually succeeds in making ‘une fortune assez considérable’ (p. 343). The text is set in the late eighteenth century, and Nanon’s enterprise is not a factory. However, the land is certainly seen as a commodity — ‘nous faisons rendre à la terre tout ce qu’elle peut rendre’ (p. 268) — and Nanon uses the profit to speculate, buying and selling more land: ‘je m’occupais chaque jour d’acheter autre chose.’ (p. 324). Writing in the early 1870s, Sand uses this text to reflect on the changing circumstances of the worker, which she outlines in a letter of 1871: ‘Il faudra que l’ouvrier, voyant que la seule propriété qui se conserve est celle qu’on a acquise [...], se résigne à économiser’.​[25]​
	Nanon establishes her enterprise in order to think of herself as Émilien de Franqueville’s social equal. Although Émilien himself is uncomfortable with the notion of profit, he realises that the venture is in honour of his relationship with Nanon, and he again foregrounds the importance of the love plot: ‘il mit mes mains sur son cœur et me dit: — […]  Ce que je t’ai promis ici, je te le promets encore. Jamais je ne te ferai de peine et jamais personne ne prendra ta place dans ce cœur-là!’ (p. 326, added emphasis). By the end of the novel, Émilien has broken away from his aristocratic roots and sees himself as ‘un laboureur’ (p. 325). But in addition to drawing profit from the land, he and Nanon develop a life of the mind: by bringing together ‘le travail des bras’ and ‘l’épargne’ they access ‘la réflexion, le travail de l’esprit, l’usage de l’intelligence’ (p. 330). The importance of developing ‘l’esprit’ is highlighted throughout the text: Nanon states that ‘c’est une honte que de rester simple quand on peut devenir savant’ (p. 55), and the first key stage in her development is an aesthetic awakening as a result of her reading: 
Le soleil baissait, j’avais mieux mon esprit. Je connus tout mon alphabet ce jour-là, et j’étais contente, en rentrant, d’entendre chanter les grives et gronder la rivière. […] Le soleil se couchait sur notre droite, les bois de châtaigniers et de hêtres étaient comme en feu. Les prés en étaient rouges, et, quand nous découvrîmes la vue de la rivière, elle paraissait tout en or. C’était la première fois que je faisais attention à ces choses, et je dis au petit frère que tout me paraissait drôle. (pp. 67–68, original emphasis underlined, added emphasis italicized).
This development of Nanon’s ‘esprit’ is the first step towards her success, and it forms the basis of her relationship with Émilien. By the end of the novel, the ternary model is again foregrounded, as ‘le travail des bras, […] le grand cœur et le grand esprit’ (pp. 329–330) come together. In the same way as the factory is ennobled in La Ville noire, Nanon and Emilien’s integration into the capitalist process is presented as a noble act: ‘[Nanon] avait acquis, par son intelligente gestion et celle de son mari et de ses fils, une fortune assez considérable dont ils avaient toujours fait le plus noble usage’ (p. 343, added emphasis). 
The Author as Labourer
The models of labour put forward in these novels carry a strong metatextual resonance due to the connections between the worker figure and Sand as a writer. Nanon is a text centrally preoccupied with the processes of narration. It opens by highlighting the fact that the peasant heroine is writing her own story: ‘J’entreprends, dans un âge avancé, en 1850, d’écrire l’histoire de ma jeunesse’ (p. 25). At several moments in the novel, Nanon draws attention to the act of writing and the difficulties of this process: ‘Je ne sais pas si je pourrai raconter par écrit, moi qui, à douze ans, ne savais pas encore lire. Je ferai comme je pourrai’ (p. 25). As one of the few Sandian texts written in the first person, the novel’s ‘paysanne’ narrator is significant in indicating Sand’s identification with the worker. In addition to the focus on writing, the novel’s early pages specify Nanon’s social status: ‘Nous étions parmi les plus pauvres paysans de la paroisse’ (p. 25). As the text continues, Nanon’s observations of her surroundings become increasingly sophisticated, but she retains her position as a ‘paysanne’: she dies ‘toujours active’ and wearing ‘sa cornette de paysanne’ (p. 344). Nanon’s status as both writer and peasant is thus continuously highlighted. At the end of the novel’s first section, Nanon comments on her changing relationship with language resulting from her shifting social position: ‘Il m’eût été impossible, durant tout le récit que je viens de faire, de ne pas parler un peu à la manière des paysans […]. Je me mettrai maintenant un peu plus de niveau avec le langage et les appréciations de la bourgeoisie.’ (p. 127). Through the vector of Nanon’s story, I would suggest that Sand is exploring the difficulty of situating oneself in relation to the social sphere, a process she herself is grappling with in the changing literary market.
The parallels between Sand’s narratives and her own positioning within the field of production are borne out in further connections between her textual portrayals of labour and her own understanding of the writing process. Sand’s emphasis on collaboration with nature and the good use of the land in La Ville noire and Nanon reflects her conception of writing as a form of agricultural work. The labourer’s story in La Mare au diable, for example, is a furrow to be ploughed by the writer: ‘c’[était] une histoire aussi simple, aussi droite et aussi peu ornée que le sillon qu’il traçait avec sa charrue. [...] Eh bien! arrachons, s’il se peut, au néant de l’oubli, le sillon de Germain, le fin laboureur.’ (pp. 44​​​–45, original emphasis). Sand repeatedly identifies herself with the figure of the worker in her correspondence, often using the term ‘piocher’, for instance, in discussing her work.​[26]​  She sees writing as a form of labour that leads to germination: ‘Je pioche toujours dans l’espoir de voir  pousser de l’herbe dans mon cerveau’ (Corr., XIV, p. 129, 1856), and she writes to her daughter in the same year: ‘Quand ma besogne est enrayée cela me permet de vivre’ (Corr., XIII, p. 618, original emphasis). ‘Enrayer’, meaning ‘ouvrir le premier sillon dans un champ’, is drawn from the lexical field of agriculture.​[27]​ Sand’s emphasis on fecundity and fruitfulness in art also reappears in a letter to Flaubert: ‘Tes lettres tombent sur moi comme une pluie qui mouille, et fait pousser tout de suite ce qui est en germe dans le terrain’ (GS-GF, p. 356, 1871). In her final preface of 1875 — written for the prospective edition of her complete works — Sand sums up her ‘vie labourieuse’ as ‘le printemps qui éclate dans sa splendeur’, as she conceives of her own labours as a form of natural fructification.​[28]​  The close collaboration with nature in La Ville noire and Nanon thus parallels Sand’s own identification with the natural world. 
Both La Ville noire and Nanon go further than Sand’s earlier novels in portraying the successful labour model, as the work structure in these texts has already been set in place, in contrast with Le Meunier d’Angibault or Le Péché de monsieur Antoine where it is projected into the future. Moreover, rather than creating small, isolated communities, the workers in La Ville noire and Nanon fully accept the capitalist system, whilst also retaining their integrity by joining work (‘le bras’) with ‘le cœur’ and ‘l’esprit’. In these texts, Sand proposes a ternary model in which industrial labour and the capitalist system are ennobled and valorised. There remain some hints, however, that such a resolution of binaries is yet to be fully achieved. The concluding chapters reveal a self-consciousness and an awareness of their status as textual apparatus, rendering the reader alert to the fact that the ternary model is fictional. The wedding scene in La Ville noire is particularly utopian, ending with a panegyric to industry in which the factory machinery participates in a joyful, dazzling spectacle. The tensions between the ‘ville noire’ and the ‘ville haute’ seemingly dissipate: ‘on vit les [...] deux villes rivales […] se mêler cordialement dans une fête improvisée. Bien des susceptibilités, bien des rancunes, bien des méfiances s’effacèrent’ (p. 187). But Sept-Epées’s uncle states that ‘la ville peinte avait aussi du bon’ (p. 187, added emphasis), hinting that the two spaces are still essentially different, and that the novel’s oppositions have not entirely been resolved. The final pages, mostly taking the form of a hymn sung by the choir, also include a shift in narrative voice, as the choir sums up the heroes’ trajectories and gives them advice for the future. There is a similar sense of detachment in the closing pages of Nanon, as a dizzying fast forward takes place between Nanon’s marriage and her later years. The unification of artist and labourer, enacted through Nanon’s status as narrator, dissolves as her voice is replaced by that of an unidentified third-person speaker, who rapidly summarises the end of Nanon’s life and brings all loose ends together. These conclusions are thus distanced from the central narratives, and the resolutions they enact are shown to be no more than ideals at this stage.
Nevertheless, the utopian rehabilitation of labour and capital in these novels has important implications for our understanding of Sand’s own position in the cultural field and her changing conception of her work. Sand’s status within the literary market is comparable to that of Balzac in the 1830s and 1840s, in that he was also critically acclaimed and commercially successful. Both were highly aware of the close relationship between art and money. It is well known, for example, that Balzac’s motivation for producing novels in quick succession was his pressing need for cash, particularly after the failure of his printing press.​[29]​ As Stéphane Vachon notes: ‘il a retiré une connaissance directe de tous les métiers du livre, un savoir-faire technique et professionnel’.​[30]​ Balzac’s experience in the printing business meant that he thought of his artistic creations as material objects to be printed and sold, and his novels reveal a constant movement between manuscript and printed text.​[31]​ At the same time, Balzac was deeply committed to the idea of the author as an independent creator, as is revealed in his appointment as president of the newly created ‘Société des gens de lettres’ in 1839.  Unlike Balzac, however, whose career came to an end with his death in 1850, Sand continued to publish into the 1850s and 60s, when the transactions between writer and publisher became particularly mercantile, especially with the development of ‘la mono-édition’ in which authors were bound to a single publisher.​[32]​ Jean-Yves Mollier refers, for instance, to ‘[les] batailles acharnées qui modifiaient radicalement les conditions d’existence des hommes de lettres’ in the 1850s.​[33]​ Philip Spencer comments that profits from writing during this period ‘had to be balanced against inevitable artistic bankruptcy’, an argument that aligns with Bourdieu’s theory of the ‘cultural field’ within which financial success is considered to be the opposite of artistic value.​[34]​  Flaubert is singled out by Bourdieu as a particular example of one who contributed to ‘the field of art, this upside-down world whose laws are the exact contrary to those in the ordinary world’.​[35]​ Bourdieu posits that Flaubert and other authors including Gautier and Baudelaire were located outside ‘bourgeois art’ and ‘social art’ and ‘gradually invented instead what was is known as “art for art’s sake”’.​[36]​ Such authors distanced themselves from established institutions and political positions. 
Contrary to these writers, Sand was actively engaged with what Bourdieu terms ‘the social universe’.​[37]​ The publication of her complete illustrated works in 1851, for example, enabled her to reach a wider audience than ever before, as was the explicit motivation behind this project:
Pour utiliser enfin le peu d’utilité que j’ai pu  mettre dans mes écrits, je me décide à publier à mes frais, mes œuvres complètes à 4 sous la livraison. J’y gagnerai ou j’y perdrai ma petite fortune littéraire, peu importe. J’aurai fait mon possible pour mettre à la portée de tous ceux qui savent et veulent lire, des écrits que je n’estime pas plus qu’ils ne valent, mais où j’ai fait tout ce qui m’était possible pour instruire et moraliser les diverse classes de la Société. (Corr., X, p. 143, 1851, original emphasis).
Sand measures the value of her work in terms of its usefulness and its capacity to enlighten her readers. Contrasting her position with that of Flaubert, she states: ‘tu veux écrire pour tous les temps. […] Mon idée a été plutôt d’agir sur mes contemporains, ne fût-ce que sur quelques-uns, et de leur faire partager mon idéal de douceur et de poésie’ (GS-GF, p. 412, 1869). Sand became involved, for example, in competitively priced series such as the ‘Bibliothèque des chemins de fer’ and the ‘Collection Michel Lévy’, with 44 of her works included in the ‘Bibliothèque contemporaine’ series by May 1873.​[38]​ Differentiating herself from many of her contemporaries, Sand embraced the emerging mass market, in which there was clearly an appetite for her work. 
	In addition to her desire to reach a diverse readership, Sand very openly wrote for money, particularly since many depended on her financially. Her situation is outlined, for instance, in a letter to editor Pierre-Jules Herzel: ‘C’est bien rude, je vous assure de faire tant de lettres, pour arriver à de si minces résultats. […]. […] vous seriez effrayé si je vous énumérais les charges de famille, et de situation, les devoirs invincibles qui pèsent sur moi […]. Il faut donc que je pioche’ (Corr., XI, p. 32, 1852, original emphasis). She repeatedly refers to her financial difficulties in this period, and posits herself more as a toiler than an artist: ‘je travaille comme un nègre pour de l’argent, il en faut pour les autres’ (Corr., XII, p. 655, 1854). As Wright points out, ‘Sand does not engage in a mythification of the artist’; in comparison with some of her contemporaries such as Baudelaire or Zola, Sand rarely discusses the creative process and repeatedly downplays her identity as a creative writer.​[39]​ In her 1852 preface to Indiana, for instance, Sand asserts that ‘je l’ai fait sans aucun plan, sans aucune théorie d’art ou de philosophie dans l’esprit’ (‘Notice’, Indiana, p. 35), and in her memoir, she claims that ‘je n’avais pas la moindre théorie quand je commençai à écrire, et je ne crois pas en avoir jamais eu quand une envie de roman m’a mis la plume à la main.’​[40]​ Sand’s cultivation of a public persona of artlessness and self-effacement has been read as a conception of writing as spontaneous ‘improvisation’ or as a self-defence strategy against potential criticism.​[41]​ Her stance might also be linked with her refusal to associate herself with any particular school: she writes to Champfleury, for instance, that ‘les écoles abrutissent, quelque bonnes qu’elles soient.’​[42]​ Whatever the reasons behind her position, Sand’s commercial and popular success, apparently driven by a need for money rather than any particular aesthetic position, would seem to devalue the artistic value of her writing.  
However, despite assertions of her position as a mere ‘travailleur’ (GS-GF, p. 213, 1869), Sand at times cultivates a sense of herself as an independent artist detached from the marketplace. She states in 1856: ‘j’appelle le travail, non pas un éternel griffonnage de papier, mais une habitude de l’esprit qui nous porte à nous rendre compte de la vie et à l’assagir en nous-mêmes en même temps que le sens artiste nous la poétise.’ (Corr., XIII, p. 646, original emphasis). The conceptual and metaphysical dimensions of art are emphasized here rather than the physical or the material. In a further comment on artistic creation in Histoire de ma vie (1855), she conceives of art as a spiritual process: 
Il faudrait un mot […] qui exprimât cette sorte de grâce qui descend plus ou moins vive, plus ou moins féconde sur toutes les têtes éprises de leur art. […] La grâce des chrétiens n’agit pas seule et fatalement. Il faut que l’âme la recueille, comme la bonne terre le grain sacré. L’inspiration n’est pas d’une autre nature.​[43]​ 
The association between labour and germination reappears here, but in a purified, spiritual form.
Within the context of industrialist models of production, establishing a distance between one’s own position and ‘le commerce’ might be the only means of maintaining integrity as an artist. Such is Flaubert’s position: ‘je maintiens qu’une œuvre d’art (digne de ce nom et faite avec conscience) est inappréciable, n’a pas de valeur commerciale, ne peut pas se payer’ (GS-GF, p. 414, 1872). Similarly, Sand reveals a sense of unease about placing herself in the mercantile world of business. She writes to Flaubert that true literary pleasure is reached only after periods of respite, and if she were to write continuously, ‘je deviendrais fabrique et je crois que mes produits manqueraient de la conscience nécessaire’ (GS-GF, p. 482, 1874). Whilst thinking of her novels as ‘products’, Sand simultaneously distances herself from a conception of the writer as a factory. She writes again to Hetzel in 1857: ‘Je ne me mêle plus de rien. Mon Dieu, il est bien temps que je n’aie plus ce casse-tête auquel je n’entends rien et qui me dérangeait si cruellement de ma seule affaire à moi, qui est d’écrire et d’écrire sans compter mes lignes et les sous qu’elles valent dans le commerce.’ (Corr., XIV, p. 508). She separates her writerly activities from the world of business. Further, she repeatedly emphasises ‘la conservation de ma liberté’ (Corr., XV, p. 589, 1859) in her negotiations,​[44]​ a concept that is highlighted by Bourdieu as a key characteristic of those artists devoted to ‘pure aesthetics’.​[45]​ Despite Sand’s mass market appeal and emphasis on writing for profit, she simultaneously regards art as a pure, sacred activity, separate from ‘le commerce’.
Sand does ultimately succeed in accommodating herself to the industrialisation of the literary market, and central to her success is her appointment of an agent. In 1848, she enlists the services of Émile Aucante to assist with her publishing contracts.​[46]​ It seems puzzling that Sand felt the need for an agent, given that she proved herself to be a shrewd negotiator in the 1840s.​[47]​ She herself suggests that this move is due to a lack of financial acumen: ‘sous le rapport des intérêts matériels, je suis resté [sic] dans un idiotisme absolu, aussi j’ai pris un homme d’affaires qui se charge de tout le positif de ma vie’ (Corr., XII, p. 203, 1853). She writes to Hetzel in the same year: ‘Je n’ai jamais compris, je ne pourrais jamais comprendre une affaire’ (Corr., XII, p. 121). Sand constructs a hierarchical opposition between the world of artistic creation and ‘le positif’, suggesting that Aucante’s involvement enables her to extricate herself from this denigrated commercial world.
Sand’s negotiations with the eminent Revue des Deux Mondes, however, reveal that she is far from a position of ‘idiotisme absolu’ and is instead developing an innovative commercial strategy. The Revue was highly regarded, and occupied a position of prestige within the cultural field. As cultural historian Donald Sassoon observes, this was ‘the pre-eminent French review’ after 1840, ‘indeed the only French review that could rival internationally the British journals.’​[48]​
Sand was aware of the journal’s cache: ‘Je sais bien qu’il y a d’autres revues, mais elles n’ont pas l’ancienneté et la solidité de celle-ci’ (Corr., XV, p. 506, 1859). Having broken away from the journal in 1841, Sand is keen to re-establish the connection in 1858, but she uses the strategy of feigned ignorance and disguises her own involvement behind Aucante. She writes to her agent: ‘Vous pourriez voir à la Revue des deux mondes, agissant comme de votre chef, car je ne veux pas offrir à Buloz’ (Corr., XIV, p. 679, 1858), and a few days later: ‘Mon bonhomme, prenez tout sur vous. Dites à Buloz que je ne sais pas avec qui vous traitez. […] ne dites jamais, je vais consulter Mme Sand. Dites: je réfléchirai et soyez comme propriétaire irresponsable de la chose’ (Corr., XIV, p. 682, original emphasis). Sand’s refusal to engage directly with Buloz depersonalises her relationship with him and avoids the conflicts of the past. Her departure from the Revue in 1841, for instance, was caused by disagreements with Buloz as a result of the socialist tenor of her novel, Horace (1840).
Sand  also repeatedly uses the threat of competition in her letters, for example: ‘Il me semble […] que le prix que l’on m’offre par votre entremise pour la collection actuelle est inférieure à celui qui m’est offert ailleurs’ (Corr., XVI, p. 88, 1860). This is untrue, but she claims that ‘c’est une question de chiffres que je ne peux pas débattre, n’ayant aucune idée des chances de vente, mais Émile me dit que ce n’est pas suffisant’ (Corr., XVI, p. 88, added emphasis). The onus is placed on her agent. Sand herself claims complete ignorance of her affairs: ‘J’ai le bonheur de ne plus m’occuper du tout de mes affaires, Émile ayant assumé sur lui le soin d’agir pour le mieux. […] Je l’ai prié de ne pas trop me mettre au courant des détails que j’ai de la peine à comprendre. ’ (Corr., XV, p. 586, 1859). But she is the one advising Aucante: ‘Dites-lui toujours quand vous êtes forcé de céder que vous me conseillez ce sacrifice en vue de l’avantage artistique de ne pas quitter la revue, et vous le verrez devenir raisonnable’ (Corr., XVI, p. 92, 1860). Rather than indicating Sand’s lack of understanding of the business world, Aucante’s appointment shows her ability to secure the results she desires without the complication of her own direct involvement. 
Within the field of cultural production, in which commercial success and industrial models of production are maligned, Sand’s avant-garde strategy enables her to accommodate herself to the concept of art as commodity without sacrificing her perception of herself as an independent artist. She is fully aware of her novels’ status as products: ‘Du moment que la littérature est une marchandise, le vendeur qui l’exploite n’apprécie que le client qui achète, et si le client déprécie l’objet, le vendeur déclare à l’auteur que sa marchandise ne plaît pas. La république des lettres n’est qu’une foire des livres.’ (GS-GF, p. 409, 1872). But by employing Aucante, she can simultaneously retain a pure and unsullied image of herself as an autonomous creator of art: ‘l’artiste a précisément le besoin de sortir, par une invention quelconque, du monde positif qui l’inquiète, l’oppresse, l’ennuie ou le navre.’​[49]​ 
Sand thus develops a composite self-image based both on her creative identity and her position as a producer of commodities. The public perception of Sand in the 1850s–1870s, in contrast, was that of the benevolent ‘Bonne Dame de Nohant’, a quaint, grandmotherly figure detached from the world of politics and social affairs.​[50]​ A biography published twenty years after her death, for example, entitled La Bonne Dame de Nohant, emphasizes Sand’s generosity and her charming simplicity: ‘nous ne connaissons de vous que cette figure idéale qui rayonne à travers les paysages du Berri, dans l’auréole du Génie et de la Bonté.’​[51]​ Although this hagiographic legend has been complexified since then, many modern critics continue to foreground Sand’s serenity and seclusion in her later career.​[52]​ Within the realm of politics, Sand was no longer the active participant she had been in the 1840s. But with regards to business, she plays a far from passive role, and Sand’s ability to maintain control of her affairs without compromising her artistic integrity reveals a highly capable and committed businesswoman and artist. 
Conclusion 
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